These requirements not only set the standard for the ethical narrativization of personal histories of trauma during a unique period of history, but also provide a context for when the subversion of these rules are effective or transgressive. Des Pres also refers to these rules as a "set of fictions," which acknowledges that any artistically recreated account constitutes a fictionalized narrative. Nonetheless, the second tenet of Holocaust etiquette assumes the existence of stable historical "facts" that can be used to compare inaccurate statements against accurate ones, despite the inherent narrativization of history itself. While art can never completely reconstruct reality, narratives about the Holocaust strive for historical accuracy within the limits of the chosen medium. The critically and scholarly acclaimed film Schindler's List provides a somewhat rare example of the high level of historical accuracy possible in representing the Holocaust through an artistic medium that serves the dramatization of the sacred event.
While forms of "high art" such as literary fiction and non-fiction are perceived to adhere more rigidly to Des Pres' rules of historical accuracy and solemnity, predominately visual art forms such as film and comics often depart from these rules due to the viewers' more active participation in creating the narrative. Prose relies solely on the power of language to communicate the events of the story and interiority of the characters, which allows the readers' imagination to construct whatever kind of visualization or interpretation the text evokes. On the other hand, film projects visual and aural information for the viewers to digest and use to reconstruct the narrative plot. The comic form, however, is unique in its mode of narrative representation in that readers simultaneously process juxtaposed images and text. In other words, the comic reader actively interprets both words and pictures to create meaning. In his seminal text Understanding Comics, artist and theorist Scott McCloud describes the production of meaning and narrative through a process he terms reading "closure." Through closure, or the Withorn 6 imaginative leaps a reader must make over the "gutter," the blank space between panels, the reader actively interprets visual and textual information to fill in the gaps between each frame.
McCloud explains, "Every act committed to paper by the comic artist is aided and abetted by a silent accomplice. An equal partner in crime known as the reader" (68). McCloud's language of abetting crime through comics can be taken literally, the imagination can reenact violence or deviant behavior in a creative space, but it also implies that comics invite multiple interpretations through the conscious manipulation of multiple intertexts, or proximate pieces of information. Since reading comics consciously evokes our ingrained experiences and cultural associations, the reader is as responsible as the author for recreating the narrative. McCloud argues that the reader not only visualizes information between the panels, but also draws on a whole world of experience through all senses in the imagination (89). While this example is localized to a single action, the reader takes cues from the writer and artist throughout the comic in order to form a cohesive and immersive narrative. Therefore, when visual and textual information in a comic evokes historical events, readers also draw from culturally ingrained perceptions to reconstruct a narrative about history in a highly complex, cognitive process.
Figure 1
Withorn 7 Comics can distort historical accuracy and solemnity not only by evoking culturally ingrained perceptions, but also by using elements of historical realism as one component in a single text that blends multiple genres. Contemporary comics often examine the relationship between various cultural products through intertexuality, or the blending of various intertexts and distinctions of high art and popular culture. Previously viewed as a low art form of commodified, mass-produced entertainment, comics increasingly employ intertextuality either by referencing canonical literature, fables and fairy tales, intellectual theories and philosophies, or conventions of visual art and film. Comics frequently break the third tenet of etiquette, approaching the Holocaust with solemnity, by adding a layer of humor to fictionalized historical narrative. In this case, humor is defined by the irreverent or nonserious tone elicited from nonrepresentational, cartoonish depictions. An example of the successful use of humor can be seen with Spiegelman's animal allegory in Maus, which produces a nonserious effect but also effectively distances readers from directly confronting the realities of the Holocaust. A distanced perspective can better equip the audience to comprehend the magnitude of history and one's relationship to it; however, this effect is not always produced. Contemporary comics that do not visually represent or reference the Holocaust can exploit Nazism by privileging other nonserious genres such as science fiction and fantasy. For example, the focus of Mignola's Hellboy on the fantastic elements of sorcery and scientific experimentation distances the readers too far from the realities of WWII. When these kinds of comics avoid direct confrontation with the Holocaust, they threaten to obscure the reality and significance of the implied historical events.
The new historicity created by the reader through consuming intertextual art also relates to historiographic metafiction. The combination of various genres, forms, and cultural references inherent of intertextuality creates a new narrative that comments on the relationship between history and fiction. Coining the term "historiographic metafiction," theorist Linda Hutcheon asserts literary texts that reflect on the past are inherently self-reflexive and intertextual: "historiographic metafiction, therefore, represents a challenging of the (related) conventional forms of fiction and history through its acknowledgment of their inescapable textuality" ("Historiographic Metafiction" 11). Breaking down the term into two parts, "historiography" refers to the writing of history, while "metafiction" draws attention to the construction and interconnectedness of writing, in this case most apparent through the bricolage, or combination, of various texts to form a historical narrative. While examples of historiographic metafiction are usually found in prose literature, Hutcheon clarifies sources and containers for intertexts can come from any medium: "It is not just literature and history, however, that form the discourses of postmodernism. Everything from comic books and fairy tales to almanacs and newspapers provide historiographic metafiction with culturally significant intertexts" (16). The "history" Hutcheon refers to in connection to various artistic and cultural discourses can also be defined as a narrative, which follows a strict set of generic limitations that adhere to a different set of standards and expectations than fiction. Although history is typically thought of as written prose, historical discourse can be contained in any form or medium, including comics. Intertexts relating to the past in comics can include either what is presented within the panels or implied between them. Therefore, Hutcheon's theory of historiographic metafiction relates to McCloud's comics theory of reading closure, since a reader's interpretation of various intertexts creates new meaning that is enhanced in comics through the juxtaposition of images and text. By reworking the past of both the real world and fiction, comic readers create a new historicity in the imagination.
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Defining history through a postmodern perspective of genre, however, recognizes the inherent narrativization of past events in the production of what is deemed authoritative history.
From the late twentieth century onward, postmodern artistic and theoretical movements strive to deconstruct and destabilize convention by emphasizing the validity of multiple, simultaneous interpretations and perspectives found not only in "close-reading" the text itself in literature, but also history as well. In opposition to the previous dominance of scientific historiography that confines the study of the past to the scientific method, narrativist historians struggle to validate narrative as historical record, since it is unclear, "whether or to what degree the narrative [is] a reflection of reality or a construct" (Breisach 333) . While many critics have defined history in terms of narrativism, Robert Eaglestone writes extensively on the Holocaust and Postmodernism, emphasizing that "History is not the recreation of the past as it actually was but, this transformation: 'history' is the name for a sophisticated and highly developed genre of the narrative told about the past" (234). Since history is most often written by the nation or system of greatest power, recognizing potential bias in historical information encourages critical interpretation over accepting any one fact as truth. Eaglestone, like Lyotard, warns against an over simplistic view of history that champions a single narrative, since it allows for pseudoscientific conspiracy theories such as Holocaust denial to gain some validity (227).
Holocaust deniers, who believe the mass extermination of millions of Jews and other minorities did not happen, threaten to distort authentic Holocaust narratives in the same way over simplistic views of history encourage cultural memory to accept Nazism as an easily decipherable symbol of evil. This postmodern theoretical lens allows readers to criticize and interpret constructed historical narratives, whether Holocaust denial, survivor tale, or contemporary alternate fiction.
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The postmodern distrust of totalizing narratives expressed by Eaglestone can be further explained using Jean-François Lyotard's theory of metanarrative and his endorsement of localized small narratives. Metanarratives, or sometimes called grand narratives, attempt to present a comprehensive account of historical phenomena based on values of universal truths.
Examples of metanarratives include the biblical narrative of humanity as inherently sinful after the fall of Adam and Eve, or the feminist narrative of patriarchal oppression throughout history.
The metanarrative of WWII, therefore, attempts to account for the atrocities of genocide and unethical scientific experimentation of human subjects by asserting that Nazi leaders were exceptional forces of evil. Lyotard argues that instead of grand narratives that rely on consensus, or a universal acceptance of truth, narratives of historical events should be localized: "Consensus has become an outmoded and suspect value…We must thus arrive at an idea and practice of justice that is not linked to that of consensus…it must be local, in other words, agreed upon by its present players and subject to eventual cancellation…limited in space and time" (504). Lyotard's advocacy of small narratives calls for attention to multiple perspectives and recognizes the inability to make overgeneralizations. Though the events of a small narrative may be true to the immediate characters, in a particular time and place, it does not impose the same truth upon other circumstances. Although Lyotard claims that acceptance of grand narratives is no longer viable, how is it, then, that so many comics accept and expound upon a grand narrative of Nazism with fascinating supernatural myths?
By examining comics and the various intertexts of history and other genres they employ, we can better understand how popular culture contributes to our understanding of history. As a unique and far-reaching part of the past, the representation of Nazism, especially in its relation to the Holocaust, provides the opportunity to investigate the implications of the two dominant approaches-one that mythifies the historical accuracy of WWII and potentially trivializes the event, and another that pointedly and respectfully presents an individual perspective. While comics have a relatively limited audience compared to film and literature, the form itself lends well to the incorporation of textual and visual information that draws from various sources to create interpreted meaning. This essay will continue to examine the specific ways some comics contribute to grand narratives of Nazism, while others, such as Maus and Enemy Ace use methods of small narrative to contribute to the audience's perception of the past through a localized perspective.
The Mythization of Nazism in Comics from 1980s -Present
When comics rely heavily on stereotypes and exaggerated signifiers of evil to construct Nazi characters they contribute to what Jakob Dittmar refers to as the "mythization" of history, which contributes to a grand narrative about the era. In "Comics and History: Myth-Making in Nazi References," Dittmar argues that collective memory, or a culture's understanding of the past, distorts the historical events of WWII through the mythization of Nazis, whose images and associated symbols become stock elements of character design. According to Dittmar, "Mythization transfigures and de-realizes historical conditions and interrelations in its adaption of occurrences, etc., to the demands of established ways of storytelling...When today's comics use Nazi figures and attributes, they refer to some fictional construction that mythifies its historical origins" (278). Nazis found in contemporary comics that conform to generic conventions such as alternate history, science fiction, horror, and fantasy reconstruct the culture's collective imagination, or understanding, of "real" history. Even when the audience consciously perceives mythified Nazis as fiction, aspects of the vilified character nonetheless seep into the reservoir of cultural associations and complicate historical perceptions. The Withorn 12 intertextual blending of historical and fictional icons makes it "difficult to keep the historical occurrences, conditions and interrelations accessible in collective and cultural memory without fictional distortion" (Dittmar 283 ). Since we encounter Nazi Germany primarily through cultural products, our collective memory and the subsequent popular understanding of past figures and events are inherently distorted and de-historicized.
Furthermore, audiences are increasingly removed from historical Nazism by both decontextualized Nazi imagery and the omission of references to the Holocaust. Maartje
Abbenhuis and Sara Buttsworth suggest in their introduction to Monsters in the Mirror:
Representations of Nazism in Post-War Popular Culture that anachronistic and free-floating signifiers of Nazism remove the subject from its historical context and threaten to empty it of concrete meaning, potentially obscuring and trivializing the atrocities of the Third Reich.
Abbenhuis and Buttsworth clarify that: Nazism, at least how it is represented in many popular cultural forms, has been removed almost completely from its historical context. In general terms it references indiscriminate evil but in specific terms it fails to give any real shape or form to that evil. In this way, Nazism has become a free-floating signifier that could mean almost anything and, frighteningly therefore, nothing at all. (xxii) Nazism as an exclusive symbol of evil in popular culture is often presented without specific reference to or direct representation of concentration camps or systematic fascism. These decontextualized portrayals of Nazis as villains or monsters distort the contemporary viewer's perception of history. The danger of Nazism meaning "nothing" implicates a misunderstanding of the real events and figures of WWII. A prime example of decontextualized Nazi imagery in comics occurs in Frank Miller's Batman: The Dark Knight Returns (1986) , which incorporates swastikas erotically emblazoned on the breasts and glutes of the Joker's accomplice, Bruno, to associate the comic book villain with Nazi ideology. As seen in figure 2, the swastikas covering
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Bruno's chest, coupled with her masculine buzz cut and jawline, snake-like nostrils, and piercing glare, associate the villain with the transgressive and sexual domination of fascism. Miller positions Bruno in the corrupt underworld of Gotham City and uses Nazi symbols to inform her erotic character without delving into her origin. Bruno is an animalistic monster that will "strip your flesh with [her] teeth," but her threat proves as empty as her connection to Nazism once beaten to a pulp by Batman (Miller 106) . The association between forbidden sexuality and Nazi aesthetics such as its symbols, tight black leather, and implication of sadomasochism shock the audience, but its presence "also means inuring them, as Nazi material enters the vast repertory of popular iconography" (Sontag 12). As frequent portrayals of "sexy Nazis" desensitize the audience to hyper-sexualized fantasy, it also disregards the actual historical context of the conservative National Socialist party. The liberal use of Nazi symbols also exemplifies the modern shift in representation away from an attempt at historical realism: "what has become abundantly clear is that the care with which Nazism was approached in the immediate post-war years has been replaced with a degree of haphazardness and trivialization" (Hieronimus 90). Bruno's appearance is outrageous and almost humorous, which completely dismisses the historical Nazis upon which the character is supposedly modeled. The more we see empty signifiers of Nazism, the more we are desensitized to its removal from historical context.
Figure 2
Withorn 14 When comic book Nazis do find themselves within the appropriate setting of the Third Reich, they often do not reference or depict the Holocaust. The historical context is also significantly altered and trivialized by the incorporation of supernatural and fantastic imagery that appeals to the popular fascination with Nazi villains. No better character claims origins in mystical and occult Nazism than Mike Mignola's title character Hellboy, a giant red demon summoned from the depths of Hell by the Russian sorcerer Rasputin to serve as a Nazi weapon of mass destruction. The composite genres of alternate history, horror, and science fiction that Beyond the mere subject of mysticism and the project. Symbols also play a significant role in creating meaning in both panels. Not only is the swastika prominent, but also a satanic pentagram and the invented insignia for the project, a crowned dragon. These images juxtapose Nazism and apocalyptic imagery, which exaggerates the historical occult roots of National Socialism, as many of the early party leaders were involved in the occult Thule Society that subsequently influenced Nazi ideology (Kurlander) .
Tension is also created between the fantastic elements of the ancient occult symbolism on Rasputin's cloak and the science fiction technology of his gloves and the surrounding yellow conduits. Visual elements in the panel illustrate the blending of generic boundaries in Mignola's series as a whole, which can be simultaneously categorized as horror, fantasy, science fiction, action/adventure, and alternate history. However, the inclusion of these generic conventions trivializes the historical events of WWII, as the Holocaust is neither referenced nor depicted throughout the series. . Although Hellboy was destined to become a conduit of Nazi power, he defines his identity according to his freewill and moral antithesis to Nazism as an American and agent of the U.S. government. Although he is physically more demonic than the Nazi villains he opposes, Hellboy contributes to the grand narrative that Americans, even monstrous ones, are the moral heroes and Nazis are the "mad scientists," two-dimensional characters that stand in for evil. Mignola admits to exploiting Nazis for their accessibility and popular fascination in an interview with Westfield Comics "[Nazis are] so easy to use as villains because they don't require any explanation. There are so many theories about what the Nazis were up to, you can Withorn 17 pretty much say, 'yes, the Nazis had a space program' and people go 'well that could have been true. God knows they were working on everything else.'" While Mignola also admitted he would not include Nazi villains in any subsequent story arcs after Conqueror Worm, the previous narratives contribute to the universalization of inherently good Americans and inherently bad Nazis. He fails to truly deconstruct the similarities and differences between Hellboy and his Nazi antitheses on a localized level, even if he retained the supernatural and alternate history elements of the plot that make the series so appealing.
While Hellboy was one of the first commercially successful serializations in the early nineties to revitalize the subject of Nazism and WWII using the weird alternate history subgenre, many other comic creators followed suit to a similar, trivializing effect. Bill Willingham's The myriad of Nazi characters from DKR to The Manhattan Projects, and in many other unmentioned contemporary comics, solidify the art form and its consumers' fascination with monstrous Nazi villains. These titles contribute to popular myths about the historical era of WWII through their inclusion in irreverent genres of speculative fiction, such as horror, science fiction, supernatural fantasy, fable, and alternate history. Distorting historical events threatens to
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Withorn 23 erase authentic narratives of WWII, as popular products seep into the collective memory of the past. In doing so, they also blatantly disregard the tenets of Holocaust etiquette, using the implied justification that if the comic avoids direct reference to the Holocaust it is exempt from treating the historical era and Nazism with accuracy and solemnity. Each exemplary title in some way breaks Holocaust etiquette by trivializing the event as something that does not need to be mentioned or appropriately factored into the construction of WWII narratives. Instead of using the distance of humor and irreverence to critique or evaluate the relationship between fiction and history, these comics contribute to the grand narrative pervasive throughout our collective memory in which Nazis are not represented on an individual level, and must conform to the standard elements of the fictional character.
Confronting the Cat-Maus Allegory
While Withorn 25 propaganda film The Eternal Jew, which portrays: "Jews as mice-or rather, rats-swarming in a sewer, with a title card that said 'Jews are the rats' or the 'vermin of mankind.' This made it very clear to me that this dehumanization was at the very heart of the killing project" (Spiegelman 115) . Such propaganda infused the culture of WWII-Germany and other occupied states, as the demonization of Jews provoked cultural tensions between the minority and other cultural groups.
Vladek alludes to this tension as he recalls being denounced on the street by a group of Polish children: "The mothers always told so: 'Be careful! A Jew will catch you to a bag and eat you!'...so they taught to their children" (I, 149) . Instead of avoiding the negative caricature, Spiegelman achieves the opposite of dehumanization by infusing his narrative with the personal and authentic details of his father's life. Des Pres notes that when humor is used effectively, as he argues is the case in Maus, "the value of the comic approach is that by setting things at a distance it permits us a tougher, more active response" (232). In other words, visualizing Nazi brutality enacted through cartoon animals is more easily digestible than watching actual footage of concentration camp conditions. Therefore, the "humorous" approach of using an anthropomorphic metaphor distances readers from the initial aversion to the atrocity and allows them to consider sometimes overlooked aspects of the event, such as Vladek's practical approach to survival. Like some metaphors, however, the allegory does not quite hold up with interpretive consistency, especially concerning the cat-mouse, predator-prey set up of the Jewish mice and German cats. As Arlene Wilner articulates, "The fact that Jews are humans, not rodents, is made emphatic by the portrayal of them with mouse heads, just as the truth that Nazis are not instinctively predatory animals but human agents responsible for crimes against humanity is made more persuasive by the comparison with cats" (108). Holding the human Nazis accountable for their actions through the ironic portrayal of natural predators, Spiegelman likewise avoids dehumanizing the Nazis through the minimalistic style of his figures, which was the result of deliberate reexamination of the effects of representation.
Although the comic approach of allegory breaches Holocaust etiquette, the conscious style used to render the Nazi characters achieves a critical distance that complicates the traditional "Bad Nazi" stereotype. Figure 11 allegory. By keeping the style and appearance of Nazi brutality to a minimum, Spiegelman subverts the grand narrative of inherently evil Nazis.
Ultimately, Maus presents a Holocaust-survivor narrative that focuses on Vladek's personal experience. There are few appearances or references to political Nazi leaders; instead, the bulk of the representation of Nazi ideology is achieved through subtle iconography-in other words, the haunting specter of the swastika. Any pictorial image that carries meaning can be considered an icon; however, the swastika in particular bears enormous weight on victims of Nazism. Although it originated as a sacred symbol of Eastern religions, its association with the Nazi party has stigmatized the symbol to stand for Aryan supremacy and the subsequent "final solution" to purge Germany of racial impurity (i.e. the Holocaust). Visually portrayed as a looming shadow and reigning icon of Nazi ideology,
Vladek recalls his first encounter with the swastika on a Nazi flag while riding a train through Czechoslovakia. As the passengers tell horror stories of Nazis taking over Jewish businesses, beating Jews and taking them away, an oppressively black Nazi flag consumes the background of each depicted panel (I, 32-33) . Not only does the recurring background image represent the political Nazi occupation of Europe, but also the projection of psychological terrorism on the train passengers as they tell each story. Later, as Vladek and his wife, Anja, continue to hide from place to place to avoid deportation, the swastika appears once again as a symbol for their historically determined fate (I, Figure 12 Withorn 29 125). As shown in figure 12 , the winding path leading them back to their hometown of Sosnowiec, shaped like the Nazi icon, can only lead to their eventual internment in Auschwitz.
Using the abstract symbol for Nazism more than the physical presence of Nazi figures allows
Vladek to communicate his experience of the war through a "small narrative" that privileges an individualized perspective from the victim's point of view. This approach simultaneously adheres to a high level of localized historical accuracy and honors the solemnity of the event through personal connection. Through Spiegelman's comic, Vladek is able to tell his own story of the Holocaust. The audience can then glean their own understanding of the historical events and the role Nazi ideology, without being told how to feel about Nazis themselves. Nonetheless, the artistic representation of historical events can never achieve an idealistic expectation of accuracy. Art confesses through his mouse persona in the second part of the novel, "There's so much I'll never be able to understand or visualize. I mean, reality is too complex for comics… so much has to be left out or distorted" (II, 16). Spiegelman acknowledges the inevitable incompleteness of his personal, historical narrative, yet Maus continues to stand as the most effective use of the comic medium to represent the past through allegory. Enemy Ace: War in Heaven rejects both grand narratives of the "Good German" and the dominant portrayal of vilified "Bad Nazis" by presenting an individualized narrative of the German conscience as one man confronts his own role in the horrors of war.
Although the original Enemy Ace is a relatively unique example of a post-WWII comic that gambled to cast a German protagonist, many German and Hollywood films of the late 60's and 70's helped establish the emerging the "Good German" character. An alternative to vilified Nazis, "Good Germans" serve as an Everyman figure that opposes the fascist regime and represents the rarely exposed moral minority of the Third Reich. These narratives often blur the lines of good and evil by portraying characters behind traditional enemy lines, and evoking sympathy and admiration from viewers by emphasizing the heroism and valor of the "Good German." Petra Rau describes the problematic archetype in its early form as a product of West German films, which attempted to regain historical dignity for subsequent generations: "These Everyman figures served as a foil for the 'real' carriers of ideologically motivated crimes, SS, SA, Gestapo, Nazi leadership. Plots spoke eloquently of the absurdity of war but did little to on the people we'd always been taught to hate, the enemy within…He turned some of us into his curs, and got the rest to look the other way. Oh God, we're guilty. We'll always be guilty"
(2.28). Peter's revelation rejects the traditional "Good German" of the blissfully unaware victim; instead, he reflects on the shared guilty of all Germans for passive compliance to Hitler's anti-Semitic agenda, and their inability to redeem themselves from what has already taken place. The only course of action is to acknowledge their responsibility and surrender. Before von Hammer does just that, he looks back to find the wolf standing at the edge of the forest. Instead of the overlaid images like the one in Figure 12 , this confrontation presents a side-by-side comparison of von Hammer and the wolf separated by the gutter of two distinct panels. Visually indicating their separation, von Hammer utters "No more," and the wolf retreats into the dark woods (2.43-44).
Withorn 36
By actively rejecting his animalistic impulse for violence and destruction that also characterize Nazi criminals, von Hammer accepts his responsibility for the deaths he caused during the war. His admirable surrender presents a more positive "Good German" character as the metaphorical comparison between von Hammer and the wolf emphasize his struggle to overcome internalized violence in the face of right and wrong. Localized to the experience of a single, fictional German figure, Enemy Ace presents the moral complexity of von Hammer's character through the lens of a small narrative. Considering the specifics of von Hammer's story arc allows the audience to freely interpret the role of Nazis and other German soldiers in the context of the war and the Holocaust.
Conclusion: Why Be Critical of Popular Culture?
Whether you're an avid reader of comics and familiar with the works discussed in this essay or not, popular culture products of any form-books, television, films, advertisements, and the like-saturate American culture and often shape our perceptions and understanding of history. As these forms increasingly adopt postmodern and intertextual elements of narrative, recognizing the ideologies and metanarratives at work in popular cultural constructively criticizes what we consume and believe. While we may choose to indulge in speculative fiction and fantastic versions of the world around us, distinguishing between "reality" and "myth" can become increasingly difficult when historical events continue to be represented in the same, decontextualized way. While myth and metaphor can represent difficult or disconcerting concepts in an accessible and digestible way, it can potentially obscure its intentions when overused. As Judith Kerman expresses in "Uses of the Fantastic in Literature of the Holocaust," "Fantastic literature, by its very nature, violates the norms of realism that have dominated not only Holocaust texts but virtually the whole body of what has been received and taught as Withorn 37
"serious" literature for the past two centuries. Fantastic literature suggests fairy tales, myths, science fiction-the impossible, or at least the improbable" (10). Using the fantastic to supplement narratives of WWII becomes problematic for the very reason that WWII and the Holocaust did happen; therefore, comparing the actual with the impossible can be counterproductive. It is entertaining to read wildly imaginative and colorful alternate history tales like Hellboy, Fables, and The Manhattan Projects, to cheer on their protagonists as they beat up the Nazi bad guys, but at what point do these exhausted tropes begin to desensitize viewers to reality and overlooked implications of their historical roots?
No matter what historical event popular culture distorts, we lose a sense of authenticity from art that perpetuates grand narratives that tell the audience what to believe and how to feel.
When popular culture contributes to discourses of the Holocaust in particular, even through using isolated images of Nazism, certain restrictions should be applied not only to honor the victims of genocide and trauma, but also of political oppression. Why do we need rules of Holocaust etiquette in the first place? The circumstances of Nazi-Germany and the Holocaust are somewhat unique in history that should be treated carefully to retain its significance, as Des Pres and other scholars maintain. Even when narratives break Holocaust etiquette its effect should be to strengthen the viewer's critical perspective. As Lyotard suggests, postmodernism has exposed us to the complexities of the world and the multiplicity of experience too much to allow the belief in any kind of consensus or single, dominant perspective. Hopefully, more comic artists will follow the example of Maus and Enemy Ace and begin to recognize the potential of such a popular and creative medium that incorporates image and text into localized narratives that contribute to our understanding of the past and question accepted, universal truths. As consumers
